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The Line of Libe ra t io n S3 

chimneys; Hermann Obrist's 1902 Design for a Momtmenh modernist 
factory staircases; futurist and dadaist machinism* 2 * The spiral form, for 
example, had existed for epochs as transeultural sign of the cosmos (in cul- 
tures reductively divided up by the mid-twentieth century into West and 
East), It had long symbolized dynamism in physical and metaphysical 
realms, locating earth in the material cosmos and beyond. 

Think also, for instance, of Malevkh and Alexei Kruchenykhs short-lived 
1913 pre- revolutionary opera 'Victory over the Sun, whose Utopian glob- 
alist argot of the time is full of references to planets, stars and galaxies, a 
sense of global time 1 as part of universal time, and the power ofliberated 
man to act as God - though also suggesting that the time of the modern 
social world itself could 'whirl' vertiginously into new meanings and forms. 
Think of the 1960s' New York Pulsa group* their globalist consciousness of 
time as cultural-technological and *a material in works of art 1 (seechapter 6). 
These were some of the tower's Utopian impulses and compulsions, 2 * Later 
towers within the twentieth ~c en tury Utopian globalist lineage signal back, 
more or less obscurely, to Tallin, in a variety of ways and tones. These 
include the previously mentioned Los Angeles anti-Vietnam war 'Artists' 
Tower of Protest', built in steel and painted yellow and purple - long 
dismantled so also now a remembered or imagined structure and collabo- 
rative collectivist event evoked in publications and photographs/'* Consider 
also Nancy Holt's 1991 Sky Mound, a 57-acre landfill 'sculptural landscape' 
tower* near Hackensack, New Jersey builtup to 100 feet high and containing 
ten millions tons of rubbish turned into an astronomical observatory, an 
eco-mound' pyramid covered with hills and grassy paths - an ironic envi- 
ronmentalist rejoinder to the rapaciously industrial "mode of production' 
that Tatlins tower had anticipated. 

Tatlin himself wrote in 1919 that invention was 'always the working out 
of impulses and desires of the collective and not of the individual'- allowing, 
here^ implicitly the disparate range of accumulated symbolisms and 
references his tower managed to coalesce. This range is libertarian-eclectic* 
in principle, although Tallin supported the Bolsheviks, ran the Department 
of Line Arts in Moscow for a time and worked with Lenin on his Plan for 
Monumental Propaganda, The tower precariously balanced its ostensible 
practical role - designed actually to house the coming government of world 
revolution - with its 'cosmic- Utopian 1 aspiration. The aim of this was to 
spark liberated human creativity, and in this sense Tatlins structure figured 
the production of what he called l a new world* in which its producers would 
control the forms of the new lite around us"* This imagined totality of 
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The 'global* equals the 'total 1 . This metaphorizing conceit spirals away 
rapidly, perhaps uncontrollably, from its apparent literal moorings and 
meanings, processes and referents in the world, careering seamlessly from 
the putatively objective to the deliriously subjective. The eighteenth- 
century Enlightenment ideal of the Gesamtkunstwerk - a synthesis of the 
arts ending all boundaries and borders between them, signifying a totally 
renewed structure - is another of its forms. 'Bed-in', like Tallin's Model for 
a Monument to the Third International, functioned as a Utopian, connoting 
engine of references and ideals, themes and commitments, fusing practical 
and Utopian, physical and metaphysical, material and spiritual elements. 
Something of the ecstatic Gesumtkunstwerk ideal is traceable in Kaprow's 
1958 essay 'Notes on the Creation of a Total Art' - worth bearing in mind 
when considering the Utopian peace duration 1 dimension to 'Bed- in: 

In this present exhibition we do not come to took at things. We simply enter, 
are surrounded, and become pari of what surrounds us, passively or actively 

according to our talents for 'engagement* I I We ourselves are shaped 

(though we are not often conscious of thai fact.) We have different colored 
clothing; can move, feel, speak, and observe others variously; and will con- 
stantly change the 'meaning 1 of the work by so doing [. . | What has been 
worked out [« . .J is a form that is as open and fluid as the shapes of our 
everyday experience but does not simply imitate them. I believe that this form 
places a much greater responsibility on visitors than they have had before. 3 

Retrospective accounts of visitors to the Lennon and Ono "shrine* in 

Montreal confirm a honey-tinted experience and a sense of transcendence 
and lightheadedness in the company of the celebrity -royals for world 
peace. *Bed-in' was a situation where the performance of ordinariness/the 
ordinariness of performance appeared* within the magic, to eliminate, or at 
least reduce, coarse distinctions between 'art 1 and 'everyday life 1 : the 
become-sacred rituals of the morning bed-making, the reading of the daily 
papers, Lennon and Ono in their pyjamas. Temporality and duration are 
emphasized and transformed in 'Bed-in, this Vacation which the dissident- 
stars shared with millions through TV and radio, within the electric space 
of countercultural Utopian yearnings. 

The experimental arts group Pulsa, represented by Michael Peter Cain at 
a panel discussion in New York held three months before 'Bed-in to aid the 
Student Mobilization Committee to End the War in Vietnam, also created 
andcxploredsituationsofsustained ( time-extended J duration/programming 
environments through electronic technology* in countryside, city and 
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interior spaces. Collaboratively collective in organization, Pulsa was 

concerned to sense and highlight time and space as socially and culturally 
produced entities within which human social relation exists and reproduces 
itself. Those involved believed that all human societies - both historically 
and in the present - secreted discontinuous temporal -spatial worlds, per- 
fect 'time-ecologies* This recognition of inherent variety indicated Pulsa s 
own emergent globalist consciousness of such heterogeneity. What, then, 
was the "urn- ecology' of My t ai as opposed to that of Manhattan, or Wall 
Street? How might the one influence or dictate the fortunes of the other? In 
what direction did the energies and power flow? Pulsa recognized, too, how 
the human environment - certainly in New York - had become what it 
called 'totally dominated by electronic phenomena. Our total environment, 
at least at night, is electric/ 29 

Huebler, taking part in the same discussion, commented that contemporary 
artists really knew no more about space than they did about time, Our under- 
standing of them was merely conventional, he observed pragmatically 
obverling the problem that they were both actually 'boundless 1 . The photo- 
graphs he took, Huebler said, dealt in snippets of time and space and the 
problems of human consciousness of them. As apparently inchoate as *Bcd-iiV, 
these photographs, he observed, were 'just a way of pulling something out of 
a series of possibilities and calling it a work". Ian Wilson, another artist on the 
panel, concluded time was 'just a vast illusion, it's just a never-ending illusion 
without any possible understanding of if. The electric illusion, though,, had 
real effects - this was the crux of Debords account of spectacle, published two 
years earlier Spectacle created the paradoxically i nterlocked 'separations* and 
'integrations' of spectacular society. 'Bed-in partook of spectacle, was through 
and through a creature of it, yet wished apparently to oppose and end it, for 
both immediate and Utopian reasons. The antinomy o£ or antidote to, the 
illusion was what Lennon and Ono called imagination. 



Just My Imagination 

The billboards which Lennon and Ono paid to have posted around the 
worlds cities in late 1969 proclaimed the injunction 'WAR IS OVER! 
IFYOU WANT IT' (Figure 5.1). Perhaps because Lennon had remarked 
that reality - and therefore the reality of war - was a giant 'illusion 1 , its 
dissolution appeared to be possible through simply applying the 
collective human power of imagining things to be otherwise. This strain of 
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Water Purification Plant (1972) has already been mentioned. Helen Mayer 
Harrisons 1972-82 project Lagoon Cycle, a set of photographs* texts, col* 
lages and drawings, drew attention to the role of water buffalo in the worlds 
ecosystem, showing how the animal was much more efficient and ecologi- 
cally sustainable than the tractor within agrarian production. 16 

In 1972> the Limits to Growth report was published by the 'Club of Rome, 
a group of European politicians, policy advisers and academic specialists. 
This was one of the first studies to set out both a radical critique of global 
industrial production and a warning of its potentially apocalyptic impact - 
environmentally and socially- within a world dominated by its accumulation 
processes in both West and East, based on ever-expanding materials extrac- 
tion, production and mass consumption of goods. Significantly, the report's 
analytic and socio-political perspective on the nature of the global order 
importantly attempted to shift, if it didn't altogether displace, focus from 
the Cold War 'West-East* axis to a consideration of 'North-South* relations 
of affluence and poverty. Two years later, the Mexico 'Cocoyoc Declaration 1 
and, later, the 1979 'Non-Aligned Conference* of small nations proposed 
that the globalized market system, dominated by the western and eastern 
blocs, had produced a situation that left most of the worlds growing 
population in absolute or relative poverty. Conference members, conse- 
quently, brought forward proposals for a new international economic order 
aiming to unite in struggle the poor of 'the South! J? 

Doubts were raised about the reliability of the alarming predictions that 
Limits to Growth made concerning the future of the planets resources. 
These concerned* for example, the continuing availability of food for a 
population of several billions, the running out of raw materials such as 
crude oil for energy and thedespoliation oflandforcultivation. Nevertheless, 
the significance of the report really lay in its general perspective based on 
an analysis of the world's dynamic and integrated systems. These echoed 
insights artists such as Huebler and the Pulsa group had offered obliquely 
in their practices and statements since the later 1960s. Limits to Growth 
helped to establish some of the core hypotheses of globalization theory. 
These included the proposition of an extending integration of world labour 
markets and the creation of an international division of labour with its 
central workforce - increasingly made up of women - forming a 'global 
proletariat" 

That global labour force, correspondingly, was divided into sectors 
based on a variety of primary factors - its proximity to productive mate- 
rials, the relative education and skills acquisition levels of workers and 
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to the fact that art has been predicated, since Impressionism at least, on our 
experience with the world being located in the eyes, you see. I don't know 
what this means [, . .] I'm not trying to revolutionize art. I'm not trying to 
negate anything |. . -! BuL I am certain that art is not limited to being 
something that's located at the end of your eyeballs/" 

His concern with spatial mapping and mental space had an analogy in 
Pulsa's interest in time and temporality - dimensions wholly Interdepen- 
dent within modern physics. But Pulsas and Huebler s works also involved 
rather unformed awarenesses, not explicit critiques, of the play of ideas 
with ideologies in the world, infusing experience and knowledge in abstract, 
'systemic 1 , less immediately tangible ways. For instance, on his early carto- 
graphic projects, consisting of simple routes and circuits he drew onto road 
maps of the USA, he commented; 

I made a series of round trips that I just did absolutely without knowledge 
of where I would be sending people. And the trip itself was the arl f and lhat 
was all [. „ .] Anyway I began to work With the idea of the map and the lan- 
guage that you use to tell people where you are. The map is only a chart, 
you know. It isn't really a real thing, and yet we begin to assume it is a real 
thing* 3 * 

Huebler had abandoned malting paintings and then outdoor sculptures 
because of a growing interest in the abstract - invisible? - properties of 
locations and the conventions surrounding their identification and use. He 
says he became aware of the 'undifferentiated* character of the world 
{'nature'?) contrasted with the 'artificial 1 divisions wrought by humanly 
fabricated physical structures, such as hedges and walls. 

But another one of these human structures was language itself, which 
Huebler had used for many years, he noted, teaching art and art history. 
This was a pedagogic practice, however, that elided the significance of that 
language: 

How art history has always said 'But you really have to look 1 or, particularly 
more recent art history, TouJVe] really got to learn how to look. 7 Well, what 
does this mean? Well it means that we give you twice as much language, and 
we tell you what Impressionism is, and we tell you how volume and space is 
restructured in Cubism. Or even with primary forms, we have to tell you 
what gestatt is about so that you know what you're looking at. And all of this 
language is built into the experienced 



